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TWO SEVENTEENTH CENTURY 
BRUSSELS TAPESTRIES 


UKING the fall of 1948 an important lacuna in the Muse- 

um’s collection was happily filled by the gift of Jay C. 

Hormel of the Class of 1915. This consisted of two hand- 
some tapestries designed by L.. van Schoor and executed in the 
studio of Jakob van der Borght in the last decade of the seven- 
teenth century. One is illustrated on the cover. 

The tapestries appear to belong to a series of which the sub- 
jects were taken from Ovid's Metamorphoses. The one repre- 
sents Hercules killing the Stymphalian birds, the other Leda 
and the swan.' There is a great deal of variety in the colors. The 
figures have strong accents of red, blue, and yellow and are set 
in a landscape with the foreground of trees and flowers executed 
with meticulous care and sharp detail. Soft greyish greens and 
blues pervade the background. The borders contrast sharply 
with a dark maroon red highlighted with yellow giving the effect 
of gold. Those to right and left of the Leda and the swan have 
been restored. Otherwise the tapestries are without any essential 
repairs. The lower edge of the Leda tapestry bears the initials 
I.V.D.B., the mark of the mill of Jakob van der Borght. 

Quite similar to these pieces is a series in the collection of the 
Austrian government, one of which is reproduced in H. Gébel’s 
authoritative publication of Flemish tapestries. 

E. T. DE W. 


' The width of the former is 2.g2 m., the height ¢.49 m.; the accession number 
is 48-69. The width of the latter is 2.97 m. (including the restored side borders), 
the height, 3.44 m.; the accession number is 48-70. 


2H. Gobel, Wandteppiche, Veil 1, Die Niederlande, Band 2, plate gor. 
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TWO PORTRAILIS BY SULLY 


wo handsome portraits by the celebrated American paint- 

er, Thomas Sully (1783-1872), have recently been pre 

sented to this Museum by Dr. Frederic H. Wilson of Alta 
dena, California. The subjects of the portraits are Dr. Wilson's 
vreat-erandiather and great-erandmother, Richard and Mary 
Stout of Allentown, New Jersey. Although the paintings repre 
sent husband and wile, we know that they were not executed 
in the same year, for both portraits were recorded by Sully in 
his register of his works, a note-book now in the possession ol 
the Historical Society of Pennsylvania at Philadelphia. Accord. 
ing to this record the bust-length portrait of “R. M. Stought” 
(or Stout) of Allentown was begun on December 1, 1830, and 
finished May 12, 1831.’ The portrait of “Mrs. Stought,” also 
bust-length, was begun November 2, 1835, and completed a 
week later.“ Sully charged $75.00 for the portrait of the husband 
and $100.00 for that of the wife. Only Mrs. Stout's portrait is 
signed, Sully having placed his initials 7 S and the year 1835 
on the lower part of the back of the canvas. 

Richard Stout was a member of a well-known New Jersey 
family and probably was descended from the Richard Stout 
who, in 1622, came to New Amsterdam but finally settled at 
Middletown, New Jersey. Another ancestor was that Penelope 
Stout who achieved considerable local renown by being scalped 
and lett for dead during an Indian raid in New Jersey. She sur- 
vived, however, and lived to raise a large family. Richard Stout, 
her descendant, was evidently a leading figure in Allentown, for 
Latayette was entertained at tea at Stout's house when Lalayette 
made his triumphal tour of the United States in 1824. A cup 
and saucer from the tea set used by Mrs. Stout on this occasion 
have been presented to the Museum by Dr. Wilson to accom. 
pany his great-grandmother’s portrait. 


\ccession number 18-69. Height, 0.765 m inches). Width, o64 m. 
inches 
\ccession number Height, o76 inches). Width, m. (24 


inches) 
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Portrait of Mary Stout by Thomas Sully 


With these two paintings and the recently acquired full- 
length portrait of Mrs. Reverdy Johnson,’ the Museum now 


’D. D. Egbert, Princeton Portraits, pp. 333-339; Record of the Museum of His- 
toric Art Il, 2, 1943. p. 6. In accordance with the terms of the will of the late Mrs. 
Alfred Hodder of Princeton, the portrait was recently bought in and the money 
turned over to a scholarship fund. The acquisition was made possible by the 
generosity of twenty-one friends of the University aided by the Caroline G. 
Mather Fund of the Art Museum. 
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Portrait of Richard Stout by Thomas Sully 


possesses three excellent portraits by Sully. As the University 
owns eight other examples of his work—seven of which were 
painted by the artist for the American Whig and Cliosophic 
Societies—no less than eleven remarkably fine works by Sully 
are to be found on the Princeton campus, a group probably not 
surpassed in quality by any other collection of the artist’s work. 


D.D.F. 
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A FLAGELLATION BY MARIOTTO DI NARDO 
AND SOME RELATED PANELS 


He small Flagellation (Fig. 1)' presented to the Museum 

some years ago by Professor Mather has long been as 

sumed to be a fragment isolated from a lost series ol 
scenes of the life of Christ. This brief study will demonstrate 
that such a series, as well as the Flagellation’s position in it, can 
now be considered a reality rather than an assumption. 

The Flagellation or Scourging episode from the Passion cycle 
is depicted in the Princeton picture by the standard iconography 
of the bound Christ being whipped by two guards. A recent 
cleaning of the panel proved that there has been no repainting 
and that the original tempera surface is in good condition. The 
color is fresh and pleasant with the bright pink and yellow. 
orange of the draperies contrasting strikingly with the gray, 
white, and dark green of the baldachin and marbled floor. The 
scalloped lines along the sides and the trefoil-shaped upper part 
of the panel indicate that the lost original frame was of the elab- 
orate spiral-columned and cusped Gothic type. What is now 
seen ina rectangular wooden frame is the entire panel including 
those unpainted parts masked by the original frame. 

The picture has remained virtually unmentioned in critical 
literature, the sole notice being made by Offner who attributed 
the work to the Florentine Mariotto di Nardo, a follower of Nic- 
colo di Pietro Gerini, active between 1394 and 1424. The attri- 
bution to Mariotto proves indisputable in the light of the Flag 
ellation’s connection with certain closely related panels to be 
considered shortly which individually have been almost unani- 
mously attributed to the master and have thus assumed a post- 
tion of basic importance in the conception of Mariotto’s small 
panel style.’ 


1 Accession number 93-21. Height, o.g8 m. Width, 0.165 m. Tempera on wood 
-R. Offner, “The Mostra del Tesoro di Firenze Sacra 11.” Burlington Magazine 
INIT, p. 16g, note 4 


‘ Mariotto’s oeuvre has been built up entirely by attribution since there are no 
known signed panels from his hand. This establishment and connection of a con 
sistent body of works has been accomplished in the following studies: O. Sirén 
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It is possible to connect the Flagellation by physical as well as 
stylistic Comparison with six panels which, with other still unre- 
latable or undiscovered fragments, formed a typical compart- 
mented late Trecento ancona. 

A Nativity and a Circumcision (Figs. 2 and 3), formerly in the 
Goudstikker Collection in Amsterdam,' may be considered first 
since they show very clearly the original appearance of the 
Princeton panel and will thus serve as our standards throughout 
the study. The two pictures are preserved in their spiral-col- 
umned, cusped frames which have been regilded but are other- 
wise in the original state. As we have seen, the unmasked Flagel- 
lation indicated that such a frame type must have existed. The 
Goudstikker panels are somewhat larger’ than the Princeton 
picture since a few centimeters were lost on all sides of the latter 
on being cut from its frame. 

The Nativity and Circumcision were first published by Sirén® 
who ascribed them to Mariotto di Nardo and mentioned inci- 
dentally that “the pictures evidently formed part of some larger 
composition” and that “there must have existed a whole series 
of similar small panels representing the life of Christ.” Since 
this brief mention by Sirén, the existence of such a series has 
remained only an hypothesis. 

The stylistic similarity of the Amsterdam and Princeton pic- 
tures is evident, to cite only a few details, in the heads and face 
types of the Joseph and kneeling figure in the Nativity and Cir- 
cumcision and the right-hand guard in the Flagellation, the 
architectural detail of the temple in the Circumcision and the 
L’Arte, 1go8, pp. 192-194; M. Salmi, L’Arte, 1919. p. 216; O. Siren, Burlington 
Magazine XXVI. 1914, p. 108; B. Khvoshinsky and M. Salmi, / Pittort Toscani dal 
\/1/ al XVI Secolo U1, Rome, 1914, pp. 60-62; R. Van Marle, The Development of 


the Italian Schools of Painting IX, The Hague, 1927, pp. 203-220; B. Berenson, 
Italian Pictures of the Renaissance, Oxford, 1932, pp. 330-333; R. Offner, loc. cit. 

' According to information from the official Dutch art recovery organization, 
these panels are now somewhere in Germany. Photographs reproduced by cou 
tesy of the Frick Art Reference Library. 

‘Height, 0.49 m. Width, 

6Q. Siren, “Early Italian Pictures, The University Museum, Géttingen,” Bur 
lington Magazine NXVI1, 1914, p. 108. Berenson (op. cit., p. 330) and Offner (loc. 
cit.) also assign the panels to Mariotto. 
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baldachin in the Flagellation, the identical green floor marbling, 
the highly accented drapery folds and the use of fine strings of 
paint to suggest hair texture. The color is equally consistent, 
with clear yellow, pink and white drapery and dark green-gray 
architecture and landscape predominating. Small areas of gold 
sky crown all three panels. 

An Adoration of the Kings and a Christ Among the Doctors 
in the Temple (Figs. 4 and 5) from the Kleiweg de Zwaan col- 
lection in Blaricum, The Netherlands, are two more members 
of the series.’ The panels have not been mentioned in literature, 
but were attributed to Mariotto in the catalogue of the exhibi- 
tion of Italian art in Dutch collections held in Amsterdam in 
1934." As with the Flagellation, the dimensions are slightly 
smaller than the Nativity and Circumcision since removal from 
the original frames sacrificed a few centimeters on the sides. The 
borders of the panels show slight damage caused by cutting away 
the spirals and cusps, but in this case the new frames extend well 
over the scalloped edges. The identical style of these two  pic- 
tures and those already considered is immediately evident in 
such features as architectural detail, drapery style, face types, 
marbled floors, and the ubiquitous small gold patch of sky. The 
flat and decorative pattern of landscape and stylized trees against 
the gold ground is closely repeated in the Nativity and Adora- 
fron. 

A sixth picture in our growing series is a Last Supber in the 
Musée des Beaux-Arts at Nantes.” Offmer has attributed the 
panel to Mariotto'’ and mere juxtaposition with the other pic- 
tures of the series secures its place in the sequence. Drapery 

? Height, o.g1 m. Width, 0.16 m. Photographs and permission to reproduce by 
courtesy of Dr. J. P. Kleiweg de Zwaan. 


Italiaansche Kunst in Nederlandsche Beut, Stedelijk Museum, Amsterdam. 
1934. nos. 219 and 220. 


* Since there is no available photograph of the panel suitable for publication 
we must refer the reader to a reproduction in the files of the Frick Art Reference 
Library (703-18b). Height, 0.97 m. Width, o.15 m. Removal of the picture from 
its original frame again accounts for such slight variation in size from the re 
lated panels. The upper right edge shows some damage where the bordering 
spiral column and capital originally impinged 


Offner, Joc. cit. 


Ae 
ie 
ri 
3 
$ 
‘ 


style, face types, and architecture are fully consistent and the 
small patch of gold above and marbling below again appear. 

The identical execution of haloes in all of these panels is evi 
dence serving to reinforce the connection of the individual pic 
tures. Throughout the series the nimbus of Christ has a cross 
applied, while the accessory figures have either continuous circle 
or ray-type haloes and within each type the tooling is unvaried. 

The tinal addition to the series is a Christ Before Pilate (Fie. 
6) formerly in the Anton Ulrich Museum at Braunschweig." 
The attribution of the panel has been almost entirely in favor 
of Mariotto. Siren first published the picture as a work of Lo 
renzo di Niccolo, another member of the Gerini circle, but later 
revised the attribution to Mariotto.'? The stylistic similarities 
to the other panels of the series hardly need be enumerated, 
though we can note such basic constants as the simplified archi- 
tectural detail, typical sharp-nosed faces, the halo type, and the 
general feeling of “high seriousness” which pervades this as well 
as the six related pictures. 

Thus, seven fragments from a dismantled altarpiece have been 
collated. Four of the panels represent scenes from the early life 
of Christ and three from the Passion cycle. That there were 
more scenes in the series is very probable, to judge from the 
close sequence of the episodes related and from the fact that a 
scene, or scenes, of more culminative significance would most 
likely have followed the Flagellation which for the present ts the 
final episode. But, an alternate possibility is that the four early 
scenes comprised a unit and that a fourth Passion episode would 
round out that section of the cycle. For example, the Auss of 
Judas could complete the sequence from the Last Supper to the 


1! Height, o.g8 m. Width, 0.165 m. The dimensions are exactly the same as those 
of the Flagellation. Close examination of the lateral borders of the panel proves 
that the small unpainted areas beyond the scalloped edges, which are still visible 
in the Flagellation, had been painted in, thus bringing the borders to a straight 
line. The present location of the panel is unknown 


12 QO. Siren, “Dipinti del Trecento in alcuni musei tedeschi di provincia,” Ras 
segna Marte V1, 1g06, pp. 85-86. Here he ascribes the panel to Lorenzo, but in 
Burlington Magazine, loc. cil., revises the attribution to Mariotto and relates the 
panel to the Goudstikker Nativity and Circumcision, then in the Universitv Mu 
seum, Gottingen. Van Marle (op. cit., ILL, p. 638) gives the panel to Lorenzo di 
Niccolo. Berenson (op. p. 390) attributes it to Mariotto 
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Flagellation. The range of speculation is, of course, without 
limit and at best inconclusive. 

A comparable incomplete series, also attributed to Mariotto,"* 
is in the Musée de Picardie at Amiens. The distribution of the 
scenes in this set is unbalanced with only the Nativity from the 
early life, while there are eight Passion and later episodes rang- 
ing from the Last Supper to the Pentecost. In this instance, so 
wide a hiatus between the Nativity and Last Supper suggests 
that the Amiens set was originally far more extensive. The other 
incomplete Mariotto set, with its more evenly spaced sequence, 
allows no such observations as to the original density of the 
cycle. 

At Amiens these nine panels are framed as three separate 
triptychs, an arrangement which is more expedient than correct 
since a tenth panel of the series is certainly the Avss of Judas in 
the Proehl! collection in Amsterdam. Lionello Venturi has at- 
tributed the picture to Mariotto,"’ but it has not been men- 
tioned in connection with the Amiens series. There can be no 
doubt about the panel's comprising a tenth in the set since it ts 
of the same size as the rest to the half centimeter and is stylis- 
tically identical. This Kiss of Judas assumes an incidental inter- 
est as an indication of the possible appearance of the same scene 
in our other Mariotto series. 

Throughout the Amiens set the painter is working in the 
style of a miniaturist as seen in the extremely small size of the 
panels (0.13 X 0.125 m.), the unnatural scale of the figures in 
relation to the entire picture area and the sharply outlined 
forms.'® The Princeton Flagellation and its allied panels are 
more monumentally conceived and have nothing of this minia- 
ture quality. 


is Olfner, orally, 1927; Berenson, op. cil., p. 330. 

it Nemes Sales Catalogue, Amsterdam, 1928, no. 2. Also attributed to Mariotto 
by Berenson in “Quadri Senza Casa—Il Trecento Fiorentino HII,” Dedalo XI, 
1931, p. 1294, plate on p. 1302. Photographs of the entire Amiens set are available 
at the Frick Art Reference Library. 

19 For the attribution of a manuscript page to Mariotto, see P. Pouncey, “An 
Initial Letter of Mariotto di Nardo,” Burlington Magazine LXNXNXVIIL, 1946, 
pp. 71-72. 
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Fig. 7. Altarpiece by Pietro Nelli and Tommaso di Mazza, Impruneta 


What part of an altarpiece did these seven related panels com- 
prise? Both the relatively large size of the individual pictures 
and the elaborate and separate quality of the original frames 
forbid assigning them to a predella position. Instead, it is very 
probable that they were part of an extensive set of narrative and 
saints pictures which formed an ancona whose central panel 
represented some such focal theme as the Crucifixion, Trinity, 
or Madonna for which an accompanying Christ cycle would be 
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appropriate. An analogy for both the type of altarpiece and the 
possible location in it of the Mariotto fragments is the Impru- 
neta Collegiata altarpiece by Pietro Nelli and Tommaso di 
Mazza (Fig. 7) in which a set of scenes from the life of the Virgin 
forms the upper tier and pinnacle position." 

There are literally scores of central and accessory panels at 
tributable to Mariotto scattered through museums and private 
collections, but with so few as yet conclusively related we can 
venture no farther in reconstruction. For now, we must be con 
tent to see reclaimed one more narrative panel sequence by the 
hand of a prolific master. 

MARVIN J. EISENBERG 


16 The altarpiece is now destroved, Cf. F. Hartt, Florentine Art under Fire 
Princeton, 1949, pls. 20-25. 


NOTICE 

On June 11, 1949, two etchings by Rembrandt and a drawing 
by Degas were stolen from The Art Museum. 7le Gold 
weigher's Field, Hind catalogue 249, on old Dutch paper with 
drying mark through the center, bears the stamps of the H. 
Danby Seymour and Scholle collections. Clement de Jonghe, 
Hind catalogue 251, first state, on Japan paper, bears the marks 
of the collections of W. Esdaile, the Duke of Buccleugh, and 
Count Strogonoff. The pencil drawing by Degas, Horse and 
Jockey, measures about six by eight inches and carries the stamp 
of the Atelier Degas in Chinese red. A reward of $1,000 for the 
recovery of the prints and drawing is being offered by insurance 
companies. 
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RECENT 


ACCESSIONS 


IN addition to objects more fully published, the following were 
received between July and December, 1948: 


PAINTINGS 


Obadiah Dickinson, portraits of Mr. 
and Mrs. Joseph H. Mather. Gift of 
Frank Jewett Mather, Jr. 


heodore van Thulden, “Apotheosis of 
the Archduke Ferdinand of Austria.” 
Vuseum Purchase (The Caroline G. 


Mather Fund). 


Giorgione, “Infant Paris Abandoned on 
Mount Ida.” Gift of Mr. and Mrs. 
Frank Jewett Mather, Jr. 


SCULPTURI 


head: Roman, second century; 


marble. Museum Purchase (The John 


Coat 


Maclean Magie and Gertrude Magie 
Fund). 


Head and shoulders of warrior: Syrian 
(7), Roman 
stone. Museum Purchase 
line G. Mather Fund). 


lime 
(7 he Caro 


period; colored 


Isis head; Egypto-Roman; reds sand 
(The John 
Maclean Magie and Gertrude Magi 


Fund). 


stone. Museum Purchase 


male figure; Chinese, late 


wood. Gift of C. O. 


Standing 
Chou dynasty; 


von Kienbusch. 


PRINTS 


Fifty-two prints by Braquemond, Borg 
lind, Diirer, Grateloup, 
Jacques, Kollwitz, Legros, Lepere 
Maillol, Rodin, Steinlen. Bequest of 
Albert MeVitty 


Home 


len lithographs by Stow Wengenroth. 


Gift of Francis A. Comstock. 


Five etchings by Gaillard. Anonymous 


Five engravings by Jacques Callot. Mu 
scum Purchase. 


DRAWINGS 
Andrew Wyeth, “Maine Woods,” water- 
color. Gift of the American Academy 
of Arts and Letters. 
hight American drawings by 
Moran, A. 
Italian 


Lhomas 
B. Frost, and others: four 
drawings, anonymous, Pri 
maticcio, Giovanni da Udine: three 


drawings by Juvara. Anonymous Gift. 


MISCELLANEOUS 


Limestone jeweller’s mould; Egyptian, 
Saitic period. Museum Purchase (The 
Caroline G. Mather Fund). 

Lebes, Attic black-figure style imitating 
Corinthian, 6th BC. Mu- 
seum Purchase Caroline G. 
Mather Fund). 

lerracotta figurine, seated female fig- 
ure; Greek, 6th century B.C. Museum 

(The Caroline G. Mather 


century 


(The 


Purchase 
Fund). 
lerracotta figurine, actor as calf-bear- 
er; Boeotian, B.C. Mu- 
Caroline G. 


jth century 

seum Purchase (The 
Mather Fund). 

Plaster model, seated nude male figure; 
Greck, grd century BC. 


(The Caroline G. 


Museum 

Purchase Mathes 
Fund), 

Bronze statuette of comic 


on altar; Hellenistic. C. 


seated 
O. von Kien- 


actor 


busch, Jr... Memorial. 

moulded 
grd-end century B.C. 
(The Caroline G. 


Ihree pottery bowls with 
decoration; 
Museum Purchase 
Mather Fund). 

Bronze censer; Coptic. Museum Pur- 
chase (The John Maclean Magie and 
Gertrude Magie Fund). 

One fragment of Sassanian and seven 
fragments of Mameluke embroideries. 

(The 


Museum Purchase Caroline G. 


Mather Fund). 
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tHE ARE MUSEUM PRINCELITON UNIVERSITY 
RkECORD 


the Record is published twice yearly. There is no subscription fee. Inquiries 
and requests may be addressed to the Editor. 

Ihe Art Museum, a section of the Department of Art and Archaeology of 
Princeton University, is intended to form a visible epitome of the history of art 
from earliest times to the present, that is, to cover the ground of the teaching by 


the Department 

the Museum is open daily from to A.M. to 4:30 P.M., Sundays from 2 to 5 P.M.; 
it is closed Thanksgiving, Christmas, and New Year's Day, and Easter weekend, 
and during the months of July and August. Visits may be arranged by appoint 


ment 
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